













賞賛して３）彼女の作品の絵画的要素を高く評価した批評家、G. H. ルーイス（George Henry 
Lewes, 1817-78）でさえ、『シャーリー』に関しては「絵画と呼べるものではなく、絵画の下
絵となる無造作なスケッチを収めた紙ばさみに過ぎない」（It [Shirley] is not a picture; but a 

















































訪れたミセス・プライア（Mrs. Pryor） は、婦人の肖像について‘It is … a passive face: the 
original could not have been, what is generally termed, ‘a woman of spirit.’’（p. 247）と述べ、
またヘルストン兄弟の肖像についても、両者を比較していくらか似ていることを認めながらも







　She was fair enough to please, even at the first view. . . . Her face was expressive and 
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gentle; her eyes were handsome, and gifted at times with a winning beam that stole 
into the heart, with a language that spoke softly to the affections. Her mouth was very 
pretty; she has a delicate skin, and a fine flow of brown hair, . . .
　So much for Caroline Helstone's appearance; as to her character or intellect, if she 




　She was an unnatural-looking being ― so young, fresh, blooming, yet so Gorgon-like. 
Suspicion, sullen ill-temper were on her forehead, vicious propensities in her eye, envy 















































　I let you go as a babe, because you were pretty, and I feared your loveliness; deeming 
it the stamp of perversity. They sent me your portrait, taken at eight years old; that 
portrait confirmed my fears. Had it shown me a sunburnt little rustic ― a heavy, blunt-
featured, commonplace child ― I should have hastened to claim you; but there, under 
the silver paper, I saw blooming the delicacy of an aristocratic flower ― ‘little lady’ was 
written on every trait. . . . In my experience I had not met with truth, modesty, good 
principle as the concomitants of beauty. A form so straight and fine, I argued, must 
































　Nature is now at her evening prayers: she is kneeling before those red hills. . . . 
Caroline, I see her! and I will tell you what she is like: She is like what Eve was when 
she and Adam stood alone on earth.”
　“And that is not Milton's Eve, Shirley.”
　“Milton's Eve! Milton's Eve! I repeat. No, by the pure Mother of God, she is not! . . .”
　[. . .]
　“I saw ― I now see ― a woman-Titan: her robe of blue air spreads to the outskirts of 
the heath, where yonder flock is grazing; a veil white as an avalanche sweeps from her 
head to her feet, and arabesques of lightning flame on its borders. Under her breast I 
see her zone, purple like that horizon: through its blush shines the star of evening. Her 
steady eyes I cannot picture; they are clear ― they are deep as lakes ― they are lifted 
and full of worship ― they tremble with the softness of love and the lustre of prayer. 
Her forehead has the expanse of a cloud, and is paler than the early moon, risen long 
before dark gathers.”（pp. 358-61）
シャーリーは「自然」が擬人化された女タイタンの姿を「見ている」と主張している。その女
タイタンをイヴにもなぞらえているが、引用の第２段落とそれに続く部分ではシャーリーは















　The second picture contained for foreground only the dim peak of a hill, with grass 
and some leaves slanted as if by a breeze. Beyond and above spread an expanse of 
sky, dark-blue as at twilight: rising into the sky, was a woman's shape to the bust, 
pourtrayed [sic] in tints as dusk and soft as I could combine. The dim forehead was 
crowned with a star; the lineaments below were seen as through the suffusion of 
vapour; the eye shone dark and wild; the hair streamed shadowy, like a beamless cloud 
torn by storm or by electric travail. On the neck lay a pale reflection like moonlight; the 
same faint lustre touched the train of thin clouds from which rose and bowed this vision 
of the Evening Star.12）
丘という場面設定、黄昏という時間、神秘的な女性をテーマにしているという点だけでなく、
どちらも宵の明星（‘star of evening’, ‘Evening Star’）に言及しており、その類似性を一層強
く窺わせる。引用箇所に続くジェインの描いた３枚目の水彩画の描写には「王冠の姿」（The 










































オン、もはや自分自身の主人ではない女性となってしまっている（Shirley is a bondswoman. 
Lioness! She has found her captor. Mistress she may be of all round her ―― but her own 





言しているように、「あの方は身体を貫き通すような目ば持ってましただ」（she had een that 















命じられたフランス語の「飼い馴らされた馬」（‘Le Cheval Dompté’, p. 556）のタイトルさな
がら、「わたしは自分の飼い主を知っているし、その人にも慣れているからうれしいわ。彼の
声にだけ付いていくし、彼の手だけがわたしを扱うことができる。そして彼の足元にだけ、
わたしは休むの」（I am glad I know my keeper, and am used to him. Only his voice will I 













中にシャーロットはブランウェル（Patrick Branwell Brontë, 1817-48）、エミリ（Emily Jane 












シャーを抱えていた。その間の事情について、ギャスケル夫人（Elizabeth Cleghorn Gaskell, 
1810-65）は『シャーロット・ブロンテの生涯』（The Life of Charlotte Brontë, 1857）のなかで次
のように述べている。
　Miss Brontë took extreme pains with Shirley. She felt that the fame she had acquired 
imposed upon her a double responsibility. She tried to make her novel like a piece 
of actual life, ―― feeling sure that, if she but represented the product of personal 
experience and observation truly, good would come out of it in the long run. She 
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carefully studied the different reviews and criticisms that had appeared on Jane Eyre, in 







　As to my next book ―― I suppose it will grow to maturity in time, as grass grows 
or corn ripens; but I cannot force it; it makes slow progress thus far: it is not every 
day, nor even every week that I can write what is worth reading; but I shall（if not 
hindered by other matters）be industrious when the humour comes, and in due time I 










かじゃありません」（If I ever do write another book, I think I will have nothing of what you 
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